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Ha rp si  chord 


The  firft  thing  necelTary  to  be  known  by  a  BG^inner,i8  the  knowledge  of  the  Keys ,  i . e. their 
Names, and  fituation  on  the  Inftrirment »  and  the  manner  how  they  are  described  in  Notes  , 

According  to  the  common  Compafs  the  Harpfichord  contains  4  Octaves,  to  be  counted  from  the 
left  towards  the  right  Hand»  but,  this  Compafs  has  been  extended  of  late  in  fome  to  an  Octave,  amd 
in  others  to  more  or  lefs  K-eys  .  an  ufeful  Improvement,  whereby  a  larger  Field  is  open'd,both 
for  the  Compofer  and  Performer  in  our  modern  Practice  of  MuficJk. 

Each.  Octave  contains  ^  long  and  5  fhort  Keys  .  the  laft  often  are  indifcriminately  called  Sharps 
and  Flats  Ihro^  miftake  ,  the  long  Keys  are  diftinguifli'd  by  tie  Letters  C*  D.  E .  F.  O.  A.  B.  C  . 

In  the  fame  manner  as  one  Octave  is  fituated,  are  alfo  :-Al  other  of  the  fame  Name  y  either 
above  or  below  it . 

In  order  to  defcribe  all  the  Keys  in  Notes  according  to  ^^iieir  real  Diftance*  2  S taves  ar e  uf  cC , 
each  containing  5  Lines,  tlie  uppermoft  is  ufed  for  the  Treble  and  has  this  mark  iC  prefix*d  to 
it » fignifying  that  the  Notes  placed  on  thofe  Lines  and  Spaces  are  to  be  played    ^with  theright 
Hand,  but  the  lowermoft  Stave  mark'd  thus       f i gnifying  the  F.  or  Bafs  Cliff  is  defignd  for  the 
Bafs,  to  be  play'd  with  the  left  Hand  . 


Gamut 


C  D  E  F 


Cliff^ 

Bafs 
ClifEl 


The  additional  Lines  above  and  below  each  Stave  are  called  Ledger  Lines  ,     _  • 
If  the  Treble  Notes  in  a  Piece  of  Mufick  happen  to  run  too  low,  the  lower  Stave  is  ufed  in  fuch 
a  Cafe,  in  the  fame  manner  as  the  uppermoft, if  the  Bafs  Notes  fhould  go  too  high  , which  ispractifed 
in  order  to  prevent  fo  many  additional  Lines  ,  as  being  not  fo  eafily  catch'd  by  the  Eye;  and  it  isf or 
the  fame  reafon  that  now  and  then  a  Tenor  Cliff  is  chofen  inftead  of  the  two  ufual  Cliffs  • 

For  the  conveniency  of  the  L  earner  I  fliall  draw  out  the  Scales  of  all  the  Principal Cliffs,nfed  in  Mufick  . 
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G. 


f  C 


b  c 


C. 


i 


The  fame  Letters  whereby  the  longer  Keys  are  diftinguifh'd  are  alfo  applied  to  the  fhort  ones , 
with  the  addition  only  of  a  Sharp  #  .   Ij  .  or  a  Flat  Mark    b .   l|  . 

A  Sharp       placed  before  a  Note,raifes  it  half  a  Tone*  the  Note  raifk  being  ftill  nam'd  by 
be  fame  Letter,  only  calling  it  Sharp  .    See   Example  1, 

A  Fl  at   b  )  produces  the  contrary  Effect,  as  it  lowers  the  Note  mark'd  with  it  >  half  a 

'  J .    .     K  X  .'imple    2  . 


A  >iatiiral(  ^  )  produces  two  different  Effects,  as  it  both  raifes  and  lowers  a  Kot#       propci  iy 
reinftates  tlie  Note  in  its  former  fituation  .         If  the  Kotd  marJc'd  with  a  Katwral  hf>«, befJurowrKd 
before  in. the  fame  Bar  with  a  Sharp,  then  in  fuch  Cafe  it  may  be  faid  to  have  the  Effect  of  u  Flat* 
See  Example  3  ,    And  if  on  the  contrarjr  it  fhould  fucoeed  a  Flat,  it  then  will  have  the  Effect 
of  a  Sharp  •         Example  4  . 

A  double  Sharp  (x  )raifes  the  Note   a  whole  Tone.  Ex »  5 

A  double  Flat(bb.)oribhower8  it  a  whole  Tone.  Ex  .  6  ^ 


Ex.  1 


4. 


IOl>l>0' 


Note  :  The  longer  Keys  ,  vulgarly  called  Naturals  without  Diftinctionimay  be  ufednot  only 
as  fuch,  but  alfo  as  Sharps  and  Flats?  as  will  appear  from  the  following  Examples  • 


1 


1 


.  A  Sharp  ,  Flat  or  Natural  once  placed  before  a  Note, affects  any  other  Note  on  the  fame 
Xiine  or  Space  in  the  fame  Bar  • 

A  Bar  divides  a  proportionable  number  of  Notes  according  to  the  Value  or  Contents  defcri- 
-bed  at  the  beginning  of  a  Tune,  into  equal  C^iantities  ,  by  means  of  a  vertical  Line  or  Stroke. 

Value    of  Notes 


Different  kinds  of  Notes  in  refpect  to  their  Denomination,  vaafious  Shapes  andProportioiis 
are  ufed,whereby  the  exact  Meafure  with  regard  to  the  duration  of  Sounds  is  difcover'rf . 
As  for  inftance,  a  Semibreve  is  a  whole  Note  ,  a  Minum  a  half,  a  Crotchet  a  fourth ,  a  Qnaver 
an  Eight,  a  Semi-quaver  a  Sixteenth  ,  a  Demifi-quaver  a  Thirty  fecond,  and  a  Semi-demi-femi- 
-quaver  a  Sixty  fourth  Part  .       See  the  defcription  in  Notes: 


Semibreve  Minums  Crotchets  Quavers 
12  4  8 


Semi  =  quavers 
16 


Demi  :_femi- quavers 
3  2 


Semi-demi-femi-quaves 
64 


For  denoting  Reft  or  Silence  the  following  Marks  are  ufed  refering  to  the  Time 
of  the  Notes  defcribed  above. 


Bar? 


Semibreve     Minum      Crotchet      quaver    Semi-quavT  Demi-fern.  Semi-demi,fem.    2  4 


One  Point  added  to  a  Note  or  Reft  implies  that  Note  or  Reft  to  be  half  as  long  agaijj 


Explain  d 


f'  •  I'l '  If ' 


P 


I     ,  M  \ 


r.r  fir  r'F  i 


^5 


Two  Points  added  to  a  Note  are  deemed  equivalent  to  three-quarters  of  it 


Three  Notes  of  equal  Value, as  defcribed  in  the  next  Example,  are  to  be  play'd  in  the  Time  of  2 
Notes  of  the  fame  Jcind .       Sometimes  we  find  a '3  maric''d  over  them  by  waj  of  DiftiEotion,as  alfo 
a  ^  if  Six  Notes  of  that  Icind  are  contracted  in  one  . 


\',y.  r 

■^-T  1 

•  II  

"III  r  II 

^  u  

^  U  

The  following  Example  will  fliewhow  2  Notes  are  to  be  play'd  a^aisift  3  of  the  fame.  Jcind 


3  3 

3  3 

PI 

ay  thus 

Sec 

In  obferving  a  proper  Meafure  cf  Time,  two  different  Points  are  to  be  confider'd;  One 
relating  to  the  meafure  or  proportionable  divifion  of  Notes  of  different  Value , which  is ftrictly 
to  be  obferv'd  in  the  Performance  of  a  Piece,  and  is  denoted  hj  particular  Characters  or  Figures 
fet  at  the  beginning  of  a  Tune  next  to  the  Cliff,  or  after  the  Sharps  or  Flats,  if  there  are  any. 

The  other  regards  the  Movement,  the  particular  kind  of  which  we  find  explaindby  the  ufual 
Terms,  as  ,  Allegro  ,     Adagio,  Sec. 

All  different  Species  of  Time,  whether  Simple  or  Compound  may  be  comprehended  in  what 
is  called  Common  and  Triple  Time  .  and  therefore  it  remains  only  to  be  obferv'd  as  a  general 
Rule  that  in  Common  Time  the  meafure  of  a  Bar  is  divided  into  2  or  4  equal  Parts  , 
If  in  2. then  the  firft  Note  of  the  Bar  is  accented,and  the  2^ unaccented  • 
If  in  4.  then  the  firft  and  thirdNotes  are  accented,the 2? Sc 4^?^  unaccented  . 
But  in  Triple  Time  the  meafure  of  a  Bar  divides  by  three  .  c>c  firft  thereof  is  accented  Se 
the  remainder  unaccented*,  and  if  in  any  of  thofe  meafures  a  Bar  is  fubdivided  into fmaller  Partf^ , 
then  the  firft  is  accented, the  2^  unaccented  ,  the  3  v^ccented ,  and  fo  on. 


The  following  Species  of  Time  are  the  moft  neceffary  to  be  known  : 


'4/. 


2  . 

3  . 
4. 

5. 
6. 
/. 
8. 


1.   Ln   Common  Time 

A.       Of  the  fimple  Species 
That  oi  -4  Minums »  wliicli  is  denoted  by  a  Demi  Circle » cut  acxoJfs 
bj  a  perpendicular  Iiine,thus:  (|j  but  more  properly  thus.  2 
4   Crotchets,  maric'd  thus.  Qj 

2  Minums,  is  either  mark'd  as  that  of  4  Minums  (T?  or  by  ; 
2   Crotchets,  denoted  by  2  or  ^  ' 

B  .        Of  the  Compound  Species 
That  of  12  Crotchets,  mark*d  thus 
12   (pavers,  thus. 
G    Crotchets  ,  mark'd  thus.  ^ 
6    C^uavers  »     thus,  g 


12 
4 


1.  Simple 


1 


i 


i 


P 


2.  Compound 


frTiifr|.rf[ivn-ii/cp^ 


2.  In  Triple  Time 


A  .       Of  the  fimple  Species 
l.That  of  3  Minums  fignified  by  | 
3   Crotchets  4 
3  Quavers  ^ 

1.  Simple 


2. 

3  . 


B  .       Of  the  Compound  Species 

4  That  of  ^  Crotchets  fignified  by  ^ 

5  S  Quavers 


iiLiilii  ii'rrji^ 


cl 


2.  Compound 


111  order  to  point  out  the  different  Degrees  of  Movements, the  following  Terms  are  made  ufe  of. 


1.    For  a  C^uick  Movement 
A  .  Moderate 

AllegretU) 

Poro  Allegro 

Poco  Vivace 

Allegro  ma  non  troppo 

noil  tanto,non  ^refto  . 
B.  Fiifter 

Allegro 

Vivace 

I'oco  Prefto 
C  .  Very  fafl 

I'reHo 

1'  reft  i  ffimo 

Allegro  di  niolto  8fc. 


2 .   For  a   Slow  Movement 

A .  Moderate 
Andante 
Poco  Adagio 
Andantino 
Poco  Largo 
Larghetto 
Poco  Lento 

B.  Slower 
Adagio 
Largo 
Lento 

C  .   Very  flow 

ArfMgto  affai 
Adugio  di  niolto 
Lurgo  «ffai,or  di  molto 
Lento  Sec  . 


Note.     To  tliofe  Terms  fometimes  another  is  added  by  way  of  expreffing  the  partimJarCliararter 
of  a  Piece,  as ;  Affettuofo  ,  Ariofo , Grave ,  Graziofo , Maeftofo,  Pompofo,  Spi ritofo  3cc  . 

Of  different  Marks  commonly  ufed  in  Mufick 

1 .  The  MarJc  for  repetition  as  in  Ex.  1.  is  ufed  to  fignify  the  repetition  of  a  whole  Part  of  a  Piece, 
That  in  Ex.  2.  for  tlie  repeating  only  one  or  more  Bars;  and  that  in  Ex .  a  .  ffaews  thai  the  repeti . 

-tion  is  to  begin  from  tbat  Part  where  this  mark  refers  to. 

The  Word  Da  Capo  put  at  the  end  of  a  Piece  fignifies  the  fame, 

2.  The  Guide,  which  we  find  at  the  End  of  the  Lines,  fhews  the  firft  Note  of  the  next  Stave  to  be 
on  the  fame  L/ine  or  Space  in  which  that  mark  is  placed ,  See  Ex.4>« 

8.  The  Mark  for  a  general  Paufe  (Ital:  Fermata  )  is  ufed,  when  in  the  middle  of  a  PieceaXote 
or  Reft  is  to  be  held  out  beyond  its  common  length  .    See  Ex.  5.  The  fame  .mark  i«  ufed  to  de^ 
-note  a  Cadence,  as  in  Ex.  ^.     or  alfo  at  k  final  concluf  ion  of  a  Piece.    See  Ex,/. 

1-  ^     2»    3.'s.    4.    5.^     ^  6.  1; 

^  .11;  i:  ji 'Ml  11,11  III  illiirFiTil  I II 

The  Gliding 

4-.  See  Ex.  1.    Is  a  particular  manner  of  Expreffion ,  when  in  Playing  or  Singing  the  Notes  arc 
clofely  united  without  the  leaft  intermiffion  of  Time,  in  the  fame  manner  as  it  is  common  to  Play 
feveral  Notes  on  the  Violin  in  one  ftroke  of  the  Bow.    It  is  of  a  very  pleafing  Effect ,  and  more 
particularly  ufed  in  an  Adagio  .   The  'Clarichord  is  more  capable  of  this  Expreffion, than  the 
Harpfichord  • 

The  Staccato  ^ 

5^.See  Ex.2.     Is  the  reverfe  of  the  above,  as  the  Notes  are  to  be  diftinctly  and  proportionably 
Mark'd,  and  is  properly  to  be  applied  in  an  Allegro  .  the  Ex :  will  further  explain  it  • 

The  mark  for  Syncopation 

6'  Is  when  2  Notes  on  the  fame  L/ine  or  Space  are  tied  together  ,  and  performed  as  one  Note, 
as  in  Example  3  , 


Of  Intervals 

An  Interval  implies  the  real  diftance  between  2  founds  different  in  Gravity  and  Acutenef^* 
and  may  be  difcoverd  by  counting  the  higher  Note  from  the  lower  upwards  ,  Example  1, 

In  Thorough  Bafs  they  are  fignified  by  Figures;  as  2.  3.4.5.  ^.  7  .which  are  placed  direct- 
-ly  over  the  Bafs  Notes, 

Having  thus  learn'd  to  know  the  Intervals  on  the  Inftrument,  it  will  be  proper  alfo  to  know 
them  according  to  their  diftances  in  Notes,  as  to  what  Lines  or  Spaces  they  occupy. 

It  is  therefore  to  be  obferv'd ,  that  a  2^  is  the  very  next  Note  ,  and  on  the  next  Line  or  Space 
above  the  fundamental  or  any  Note  of  the  fame  Name  ;  that  a  8?  occupies  2  Lines  or  Spaces, a4*^ 
to  be  one  Note  higher  than  the  3^  a  5t^  three  Lines  or  Spaces  ,  a  ^!  '  to  be  one  Note  higher  than 
the         a         4  Lines  or  Spaces,  and  an  st^  one  Note  higher  than  the  /.^^  8cc  .     Ex:  2. 


6 


Ex.1.  2 


Intervals  to  one  and  the  fame  Fundamental 


3 


i 


i 


T5  Z 

Ex.  2  .  . 

Seconds 


n  o 


Thirds 


Fourtlis 


Fifths 


Sixths  Sevenths  Eight 

 -^npr  -m  e-  ^ 


13: 


i 


— — O 

Further  Explanation  of  Intervals 

The  leaft  Interval  is  a  Semitone.    Everj^  2  Keys  on  the  Harpfichord, whether  Ihort  or  lon^» 
fituated  thus,  that  no  intermediate  Note  is  left  betwixt  them,  form  a  Semitone.  For  Inftance  I 
E  F.  F#  G.  G#  A.  AB"^    b|?bI|.  C#C.        The  Semitone  is  either  major  or  minor.      It  is  called 
major  ,when  the  2  Notes  that  form  the  Semitone  differ  from  each  other  both  in  refpect  to  Name 
and  Place;  and  minot  when  it  changes  neither  Name  nor  Place  • 


Major  Semitones 


Minor  Semitones 


•  |y  o  t)  o 

The  Semitone  Major,  whether  rifing  or  falling,  conftitutes  the  Mi ,  Fa  ,  according 
to  the  Rules  of  Singing,  where  it  is  a  common  Obfervation  that  the  lower  Note  of  th6  Semi« 
-tone,  called  Mi,  being  naturallj^  a  Sharp  Note,  is   of  a  rifing  and  the  higher  Note  Fa,  being 
naturally  a  Flat  Note   is  of  a  falling  Nature. 
All  poffible  degrees  of  Intervals  ufed  inMufick  may  be  difcoverd  by  dividing  them  intowhole^chalf  Tones. 
A  whole  Tone  confifts  of  a  greater  and  leffer  Semitone  •   Ex  •  1  . 
A  major  Third   2  whole  Tones  .         Ex  .     2  . 

A  minor  Third  one  whole  Tone  and  a  greater  Semitone, Ex,   8  •    ic  To  . on 


Whole  Tones 


Major  Thirds 


3  .  Minor  Thirds 


i 


I 


#3 


Thofe  Intervals  that  have  the  Denomination  of  maj or ,  minor,  Extream  Sharp  and  Extream 
Flat,  are  raif'd  or  lowerd  only  by  a  leffer  Semitone  • 


Sixths 


Eighi 


minor,  major.  Ext.'Sha.  Ext:Fl.     minor,  major.  Exf.Fl .  Perfect.Ext.Sh  . 


Of  the    Sharp   and  Flat  Key 

Or  more  properljr,  tlie  Major  and  Minor  Key. 
Every  Piece  of  Mufick  is  compof'd  in  its  particular  Key,  which  influences  the  whole,  mid 
M  liereto  all  the  other  Keys  introduced  by  way  of  Modulation  muft  be  fubfervient  »  for  which 
Reafon  it  is  called  the  Principal  Key,  and  may  be  difcover'd  partly  from  the  nunrberof  Sharps 
and  Flats  at  the  be^innin^  of  each  Cliff,  or  from  the  Initial  Notes  of  a  Piece^bat  more  efpe  - 
-cially  from  the  final  Note  of  the  Bafs  wherewith  the  Piece  ends  . 


Major  Key  of  C 


m 


Minor  Key  of  A 


i 


1  r  ir  f  'If  ri 


The  name  of  the  principal  Key  bein^  difcover'd  in  this  manner,  it  farther,  remains  to 
know,  whether  the  Key  is  Sharp  or  Flat  . 

It  is  therefore  to  be  obferv'd  that  if  the  8^  Note  to  the  principal  Key  proves  to  be  a  major 
Third,  then  the  Key  is  Sharp,  or  a  major  Mood;  and  if  on  the  contrary  the  3^  fhould  be  minor, 
then  the  Key  is  Flat  or  a  minor  Mood  . 

It  is  evident  from  hence  that  the  Third  is  fufficient  to  determine  at  once  the  natnre  of  the  Key. 

If  we  add  to  this  the  5^  then  the  fundamental  Harmony  of  the  Key  will  be  formal  at  once  . 

Thofe  3  Notes,  with  the  addition  of  the  8^?  to  the  Key  Note,  are  the  principal  and  moft  effential 
Notes  of  every  Scale ,  and  the  intermediate  Notes  as  the  2^        6"^^  and f erve  in  fliis  refpect 
only  to  fill  up  the  Spaces  between  them. 

It  is  likewife  to  be  noticd  in  this  Place  i  that  in  every  Scale  we  have  2  greater  Semitones  . 
As  for  Inftance  in  a  Sharp  Key,  one  fubfifts  when  we  pafs  from  the  8?  to  the  4^*  and  the  other 
from  the  /t^  to  the  8*.^  the  latter  is  called  by  way  of  Diftinction  the  Semitone  or  the leadin^Note 
of  the  Key,  but  in  the  Flat  Key  their  fituation  is  different,  as  the  2?  and  3?  and  the and  6^^ 
form  the  Semitones  in  the  natural  Scale  ,  and  the  reft  proceed  by  whole  Tones  • 

Afcending  Scale 


8 


In  the  Sharp  Key 


In  the  Flat  Key 


i 


Defcending  Scale 


1 


Note.  The  fituation  of  the  Semitones  of  the  afcending  Scale  in  the  Flat  Key  differs  from  that  above 
in  that  refpect,  that  the  afcending  6".  and /.  are  Sharp  ,  whereby  the/,  and  8 .  is  made  the  Semitone. 

But  as  that  Key  being  an  open  Key  does  not  admit  of  Sharps  naturaily ,  but  only  accidentally, 
the  defcending  Scale  has  been  chofen  inftead  of  the  afcending. 
As  the  Key  of  C.  in  a  Sharp  Key,  and  A. in  a  FlatKey ,  being  open  Key8,r.aturally  exhibit  the  Tune  of 
the  Scale,  by  a  juft  Progreffion  f  rom  one  Note  to  the  other  without  the  help  of  the  common  marks  of 
^harps  and  Flats  ;  f o  aU  the  other  Keys  in  order  to  form  them  to  the  fame  Proportion  ,muft  be  made 
fimilar  to  the  Tune  of  the  firft  Scale  by  means  of  Sharps  and  Flats  . 

There  are  12  diiferent  Notes  in  Mufick,  any  of  whom  may  beufed  as  a  principal  Key, and  as  from 
the  difference  of  the  3^ enfues  a  different  Tune  in  the  Scale, fo  any  of  the  12  may  alfobe  either  of  the 
major  or  minor  Mood.  See  the  following  Table  whereyou  will  find  them  fpecified  accordingto  their 
natural  Progreffion  by  Fifths  .  The  large  Letters  in  the  firft  Column  fignify  the  fundamenial  or 
Key  Notes;  the  Figures  above  it  the  Intervals, attheend  of  each  Table  is  fubjoined  the  number  of 
Shaxj)s  and  Flats  according  to  their  Encreafe  and  Decreafe  , 


Major  Mood 


Minor  Mood 
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Note.  It  is  to  be  remark'd  that  in  tbe  Table  of  tbe  major  Mood  tho*  the  Key  of  D  .  is  the  fame  as 
tbat  of  c#  .  on  the  Inftrument*  yet  the  former  has  been  cliofen»as  its  Signature  with  5. Flats  is  ea- 
.fier  to  be  comprehended  than  that  of  C^.  which  would  require /.  Sharps  • 

Of  Modulation 

All  accidental  Sharps  and  Flats ,  different  from  thofe  at  the  beginning  of  the  Cliff  are  intro^ 
•  duc'd  in  Corapofition  to  denote  a  change  of  Keys,  the  Sharps  in  this  Cafe  are  to  be  confider'd  as 
the  Semitones  or  leading  Notes  to  the  new  Key>  but  the  Flats  indicate  the  removal  into  fuchaKey , 
that  differs  in  its  Scale  from  the  Principal  only  in  refpect  to  its  fourth, which  naturally  is  ex- 
.tream  Sharp,  and  therefore  requires  a  Flat  in  order  to  conftitute  a  perfect  Fourth  ,  whereby  its 
Scale  is  form'd  to  the  fame  Proportion  and  Conformity  with  that  of  the  Principal . 

Both  the  major  and  minor  Key  may  be  chan^'d  to  any  other  within  its  Scale ,  that  conftitute  a  na^ 
-tural  Harmony  without  any  other  additional  Mark,  as  will  be  explained  in  the  following  Table  . 

Table  for  Ihewing  the  proper  Limits  of  Modulation  *. 

Table  if*  In  the  Mgjor  Key 


In  the  Minor  Key 


Table  2 


^^ote  .  Tte  Semitones  or  leading  Kotes  do  not  allwavs  appear  in  the  Treble  but  alfo  in  tli( 
middle  of  the  Parts  or  in  the  Bafs,  as  may  be.feen  in  tlie  Example. 


Principal  Key 
C 


G  major 


F  maior 


1 


J  r  I J  !■  I J 


Sometimes  the  Compofers  on  proper  Occafions  exceed  th of e  regular  Bounds >  bj-  introducing 
Keys  that  in  their  nature  are  more  foreign  and  diftant  from  tie  Principal. 

Of  tliofe  extraordinary  Digreffion*  that  in  the  following  Example^  where  the  major  Key  is 
chang'd  to  that  of  a  minors  feems  to  deferve  a  particular  Kotice  • 


G  major 


G  minor 


i 


In  order  to  give  a  further  Explanation,  I  fhall  add  an  Example , where  all  thofe  different 

odulationsfpecified  above,  will  be  comprehended  in  one  Tuiie  or  Melody. 


C.  min.Xey 

Of  Graces  in  General 

Graces  in  General  may  be  divided  into  2  Claffes;  the  firft  comprehends  all  tliofe  Embellifh  « 
-ments  and  extempore  Inventions  which  a  fkillful  Performer  ufes,  partly  in  order  to  fnpply  a 

feeming  Deficiency,  by  filling  up  thofe  Vacuities  which  the  Compofer  feems  to  have  left  on  pur- 
.pofe,in  order  to  give  the  Performer  an  opportunity  to  Ihew  the  Flcxibily  of  his  Voice  or  the 

Agility  of  his  Fingers,  or  partly  for  varying  the  frequent  repetitions  of  Paff  ages ,  which 

otherwife  might  tire  the  Ear  .       All  which  require  a  fertile  Gemins,  judgement, Tafte  ,  and 

a  competent  Knowledge  in  Compofition  . 

The  2^  Clafs  comprehends  thofe  Graces  which  are  commonly  fignified  by  fomelittle  Kotes 

or  particular  Maries  and  Characters;  and  to  this  Clafe  I  fhall  confine  my=felf  in  this  Place , 

as  being  eafier  to  be  reduc'd  to  Principles  than  the  former. 

The  firft  and  eafieft  Grace  to  be  treated  of  is  the  Apogiatura 
An  Italian  Word,  which  has  taken  Place  for  want  of  one  as  expreffive  in  the  Englifli  Lan- 
.guage,   The  French  call  it  Le  Port  de  Voix  .  which  is  fignified  by  a  little  Note  prefix'd  to  flie 
larger  that  are  regularly  divided  according  to  the  meafure  of  the  Bar,  and  is  of  a  different , 
or  a  fix'd  Value  or  Duration  .         Thofe  of  a  different  Value  are  fignified  by Minums,Crotch- 
,ets  and  Quavers  ,  but  thofe  of  a  fix'd  Value  ,  by  Semi=r  or  Demi-f emi-quavers  • 
This  Grace  is  properlv  applied  if  ufed  on  the  following  Occafions  . 
For  the  clofer  uniting  of  the  Air  or  Melody. 

By  way  of  filling  up  a  feeming  Vacuity  in  the  Movement  of  the  Air  . 
For  the  producing  a  greater  variety  in  the  Harmony  . 
For  adding  more  Brifknefs  and  Brillancy  to  the  Air  . 


1 . 
2. 
3  . 
4. 


The  following  Examples  will  fufficiently  explain  the  manner  of  performing  this  Grace 

The  longer  Apogiatura 
F.     p.  F.  P.      ,         F.  P.   


The  fame  on  pointed  Notes  anfwer  to  the  Value  explained  in  Ex.1,  and  untied  Kotes. as  in  Ex  .  2 


^^•1-   F._^P.  F.  P.     ,  F.  P. 

J  1  ujI'i  yiitiiiiij 


Ex.  2  . 


The  following  are  the  chief  Rales  concerning  Apogiaturas 
1  .   That  4hey  refer  to  the  next  ToUowing  >iote  . 

2.    That  for  the  moft  Fart  they  bear  the  fame  Relation  to  the  fucceeding  Note»  as  Difcords 
to  Concords  .     See  the  next  Example  . 

:-i .  Th.jt  in  Playing  they  are  clofely Joined  with  the  next  Kote*  in  the  fame  manner  as  thofe  that  have  the 
Gli(flng  or  .»  Bow  mark*d  over  them,  and  for  that  reafon  is'tobe  pi  ay\i  Forte  and  the  next  Kote  Piano  « 


Note.  Forte  figiiifies  loud  and  Piano  foft ;  whir  h  is  denoted  bjr  the  Letters  F.  P. 

Jn    II  ,  I  jc    n  ,  I  J  ■■  •  .  J 


ii 


Thofe  and  fuch  like  as  in  the  Example  above  produce  a  greater  variety  of  Harmony, 
for  being  Difcords  to  the  Bafs  .  . 
They  alfo  may  be  ufed  as  Concords  ,  only  by  way  of  filling  up  . 


Sometimes  a  particular  Expreffion  requires  tlie  Apog:  to  be  held  out  longer  than  ufual 


li'i'h.,tl.ll 

>  Ca-- 

ra       O         Ca  -  -  ra  . 

if  r  r  *rir  i 

Pel 

:form  thu 

s 

They  are  not  only  afcending  and  defcending  gradually,  but  alfo  by  fkips  ,  in  which  Cafe 
they  commonly  repeat  the  proceeding  Note  .    See  Example  1. 

In  double  Notes  a  double  Apogiatttra  may  be  ufed,  but  if  it  confifts  only  of  a  fingle  Note 
then  it  affects  only  that  part  where  it  is  placed.    Example  2  . 

Ex.1   -  ■■    ■ 


J ^  EX.2A    double        k  .         K      \  \ 


The  following  Examples  will  fhew  in  what  Place  it  will  be  proper  or  improper  to  ufe  an 
Apogiatura  after  a  Shake  on  a  Cadence  Note  • 


bad 

good  0 

1 1^  , 

m 

niiJiJ^JMii 

The   fhorter  Apogiatura 

Is  chiefly  tifed  for  adding  more  Brifknefs  and  Brilliancy  to  the  Air  ,  and  is  played  quick, 
whether  it  is  mark'd  as  a  Semi_quaver  or  Demi  -  femi  -  quaver  ,    See  the  Example. 
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Before  Threes  the  Apogiafura  is  always  Plajed  cjui^  k  fo  that  hardly  anj   dificrein  e  is 
perceived  in  the  equal  Value  o4  the  three  Kotes,  in  order  to  diftinguilh  them  properly  from 
thofe  Paffages  fubjoin'd  to  the  next  Example  and  marJc'd  A.B.C;D.that  referable  them  infomemea 
-fure -  ...  K 


The  fhorter  Apogiatiira»  the'  chiefly  ufed  before  fliort  Notes,  may^  alfo  be  introducd  on 
longer.  Example  1.  On  2  fucceffive  Skips  of  thirds  descending  the  quick  Apogiatura  is 
ufed.  Example  2.  But  if  a  3'?  fhould  fucceed*  then  the  laft  of  the  3  requires  the  Slower. 
Example  8  .  Except  only  that  in  an  Adagio  the  Apogiatura  in  the  like  Cafe  is  to  be  Played 
fomewhat  longer  and  in  the  manner  as  in  Example  4.  it  being  more  exprelfive  and  fuitable 
to  that  Stile.  The  fame  may  be  faid  of  the  rifing  Apogiatnra  which  ought  to  be  held  out 
longer  for  the  fame  reafon  .  Example  5  , 

Ex.1.  2  3  4  Play  thus  ^         J  ,  Play  thu** 


1 


Adg 

The  fhorter  as  well  as  the  longer  Apogiatura  may  be  ufed  afcending  or  defcending  >  not 
only  gradually  but  alfo  by  Skips  , 


riMi.riifiJiifiJii^ 


The  n^xt  Grace  to  be  confiderV  are  thofe  little  Notes  Joined  to  the  end  of  a  larger  Note, 
which  in  effect  appear  to  be  the  reverfe  of  the  Apogiatura  and  confift  either  of  one  or  two 
Notes  .      In  the  firft  Cafe  they  are  chiefly  taken  either  from  the  harmony  of  the  proceeding 
Note  as  in  Example  1.  and  thus  are  always  duly  applied, 
inftead  of,  t],^ 


Or  from  that  of  the  fucceeding  Note  by  way  of  Anticipation ; 
inftead  of  ^         thus  _       inftead  of  thus 


Notes  in  a  flow  Movement  as  in  the  following  Example  admit  of  an  Exception  in  this  Cafe,where 
the  manner  of  gracing  them  as  in  B .  is  deem*d  preferable  to  that  in  A  • 
c^io^.  A.  Indifferent  B,  Good 


i 


When  it  ronfifts  of  two  Notes, it  is  commonly  join'd  to  the  End  of  a  Shake  »  in  order  to 
render  it  more  brilliant  ,  which  commonly  is  caU  d  a  full  or  a  turn*d  Shake,  as  will  be  farther 
explainVf  hereafter. 


The  double  Apogiatura 


Being  term'd  fuch  f  rora  being  Signified  by  two  Notes  ,. is  of  two  kinds.  In  one  its  firft 
Note  repeats  that  of  the  proceeding ,  in  which  Cafe  it  may  be  applied  almoft  on  any  Interval  • 
Kxample  1.        The  fecond  kind  differs  from  the  firff  in  the  following  Points.  Firft  that  it 
(\oos  not  rej>eHt  the  preceeding  Note,  Second  that  its  Interval  never  exceeds  a  Third  ,  and 
TliirM   tli.it  it  is  pli^yed  quicker  .    Example  2. 


J*^  Expiaijied  g-n  arn      ^  • 

/fM.rn  iiji^  ii.i'i^'iri"^-iiMr^'iiirirriii 

V         p.    F.  p.  F. 


].3 


p.     F.      P-  F. 

If  in  the  latter  the  firft  Note  is  pointed ,  then  its  lontfeft  Kote  is  perform'd  Forte. 
It  is  ufed  chiefly  in  the  Affettuofo  Stile,  and  the  longer  its  firft  Kote  is  held  out, the  more  it 
will  be  expreffive,  the  laft  Note  of  courfe  will  be  fo  much  quicker  in  proportion  .  Example  1  . 
It  may  alfo  be  properly  applied  on  fuch  occafions  as  in  Ex.  2  8f  3  . 


^^^^ 


j^lnr|J3-ijHiJ4'iflftg 

exp]  . 


expl 

The  Bearing   or  Slur- 
is  fignified  either  by  two  or  three  Notes  that  proceed  <Jradually  .  thofe  of  two  are  either 
quick  and  equal,  or  flow  and  pointed  .  The  f  irft  kind  is  often  defcribed  in  full  Notes 

in  the  manner  as  in  the  Explanation  of  the  fojIOA'in<y  Ex. 


E  xp  A  a  i  31  e  d 

In  the  fecond  kind  the  firft  Note » which  is  pointed,  muft  be  performed  Forte,  and  the 
next  together  with  the  principal  Piano. 

The  pro])er  Expreffion  of  this  Grace,  as  well  as  of  all  others  ,  depends  chiefly  on  the 
Time  ,  different  Movement  and  Character  of  a  Piece. 


j;  II  f  r tff  r II M ^'  r  ■'^  II'-  ^  ^  W J 


If  a  Slur  confifts  of  three  Notes,  then  they  are  equal.  Its  manner  of  Expr.effion  ap-. 
.pears  to  be  the  fame  as  a  Turn  in  the  reverfe  ,  and  for  that  reafon  has  lately  been  ihark'd 

b^  feme  in  this  manner  .  . 


fj  expl« 


The  fhort  Beat, (Mordent)  In  the  contrary  Way,  fignified  as  in  the  Bxaraple  is  play'rf 

very  quick  and  is  ufed  before  Notes  that  are  mark'd  Staccato  • 


Of  Shakes  or  Trillo's 

The  Shake  is  a  principal ,  and  indeed  the  fineft  Grace  in  Mufick  ,  without  which  thebeft  Per. 
1  onnance  would  found  empty  and  flat ,  but  at  the  fame  Time  the  moft  difficult  to  attain  to  . 
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It  iilfo  roiiflfrs  of  various  Jcinrfs ,  tho'' generally,  efpccially  on  otiier  lu£trumentti  nu4  for 
Voir.es  we  find  it  fignified  only  by  this  common  Mark:  ^.  But  the  moft  eminent  Performer*  on 
the  Harpfif  hord  have  been  very  particular  to  affigu  for  each  particular  kind  its  refpectiv<> 
Mark  .  To  a  fine  Shake  belong  two  Properties.    Firft  it  muft  be  equal  ^  k  Secondly 

it  muft  have  its  proper  quicknefs  .  -  \ 

All  Shakes  muft  not  be  performed  with  the  fame  quicknefs  .  For  a  flow  Moveme^reqaii^et 
a  flower,  and  a  quich  Movement  a  quicker  Shake  . 

Alfo  a  particular  regard  muft  be  had  in  refpect  to  the  gravity  and  acuteneCs  of  Sounds . 
For  a  Tenor  or  middle  Part  does  not  require  the  fame  quicknefs  in  9  Shake  as  the  Treble* 
Dor  the  Bafs  or  the  lower  Part  that  of  the  Tenor  or  middle  Part  of  a  Voice  or  Inftnnnent  • 
The  reafon  is  obvious  from  the  common  Obfervation  that  the  vibrationin  the  lower  Sounds 
is  fo  much  flower  in  proportion  than  in  the  higher  .  ^ 
What  further  remains  to  be  noticed  concerning^  the  nature  of  a  Shake  is  as  foUows  : 

1  .    It  muft  begin  from'the  next'  Note  above  the  Principal  . 

2  .    Its  length  muft  be  in  juft  proportion  with  that  of  the  Principal  •  . 

3  ,    No  greater  nor  leffer  Interval  muft  fubfift  betwixt  the  Notes  that  form  the  Shake, 
than  a  whole  or  half  a  Tone  • 

Note.  If  the  Shake  confifts  of  a  whole  Tone,  it  is  called  a  major  Shake*  and  iftof  half  a 
Tone  »  it  is  called  a  minor  Shake  • 


The  Examples  will  fhew  the  different  Marks  ufed  for  denoting  Shakes  and  the  Explanation 
thereof  . 


a  continued  Shake 


..The  fame  %ith  the  addition  of  two  Notes  Joind  to  the  end  of  it  ,  commonly  call  da  Turn 
Shake  wl^ch  may  be  ufed  on  any  long  Note  . 


p||JnJ.j3| 

When  a  Shake  is  to  begin  with  a  turn  from  above,  we  find  it  mark'd  as  in  Example  1 
ind  if  on  the  contrary  with  a  Turn  from  below,  as  in  Ex.  2  • 
Rx.l.  r  Explained  Ex.2.  Explained 


A  little  ISote  prefix'd  to  a  Shake  is  fometimes  ufed  to  fhew  that  the  firft  Note  of  the 
Shake  is  to  be  held  out  longer,  for  which  reafon  it  is  called  an  accented  Shake,  which  in  ^ 
Clofes  and  Cadences  is  to  begin  Slow  and  move  Fafter  by  degrees  •    Ex.1  • 

If  after  the  Shake  the  final  Note  is  brought  in  by  way  of  Anticipation  ,  as  in  Ex. 2. the 
additional  Notes  at  the  End  muft  be  omitted  t. 

Ex.1.  Ex.2. 


if  riVi«|iii^f'f,'|iif  f/'l  II. 


The  following  Example  will  fhew  in  what  Cafe  the  firft  Note  of  the  Shake  is  to  b« 
Joined  with  the  Preceeding 


Good 


Bad 
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Many  ShaJces  following  in  an  afcending  Progreffion  ,  rec^uire  the  additional  Notes  at 
the  End  of  it,  but  in  quick  Time  it  will  be  fufficient  in  fuch  Cafe  to  ufe  TurnSjtho*  Shakes 
fhould  be  marJc'd  • 


Moderato 


Allegro 


It  is  fometimes  neceffary ,  efpecially  for  the  convenience  of  the  TJnfkillfull  in  Modulation 
to  add  Sharps,  Flats  or  Katurals  above  or  below  the  common  marlcs  of  Graces. 

#  X  ......  u  ll 

# 


Explain'd 


i 


The  fhort  Shake,  or  Mezzo  Trillo 

Is  properly  applied  on  quick  defcending  Notes,  and  differs  from  the  common  Shake  in  two 
refpects.  Firft,that  its  Performance  is  Jhorter  and  quicker.  Secondly,  that  it  does  not  fill  up 
the  time  of  the  principal  Note  . 


The  Beat  or  Mordent 

Differs  from  tlie  Shake  principally  in  this  refpect,that  its  auxiliar  Note  is  a  Secondbe. 
-low  its  Principal ,  whereas  in  the  former  it  is  a  Second  above  it  •  Ex.1. 

The  proper  life  of  this  Grace  may  in  forae  meafure  be  learn'd  from  the  foil  owing  Exam- 
-ples  .  A«B.C.D.£. 

# 


Ex.1 


Beat 


Shake 


A  kind  of  a  flow  Beat  fometimes  is  ufed  by  Singers  on  Notes  that  have  a  general  Paiife,or 
Fermata  mark'd  over  it  »  as  in  Example  1. 

The  fhort  Beat  confifts  of  a  fingle  Note  only,  and  ferves  for  an  accent  to  a  Note,  in  order  to 
give  it  fome  additional  force ,  is  frequently  ufed,  but  has  no  particular  Mark  .  See  Ex.2. 
Ex.l.^  ^  ^  Ex.2. 


Ca  ro  Ca_-ro 

The  Turn  .  Takes  ifs  rife  from  a  certain  Figure  ufed  in  Compofition  ,  call'd  a  Demi-Circle, 
where  the  Notes  are  either  rifing  or  falling .  See  Ex  .  1.  A.B. 

And  the  2^  Example  wiU  fhew  in  what  manner  this  Grace  is  marked  Sep  erf  orm'd  in  either  way . 
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Ex.l 


A. 


i 


Ex.2 


Si 


quicJi         moderate  Slow 

TOii.fTilii^.ii 


Demi  Circles 

TKe  following  Examples  will  £hew  when  a  Turn  is  properly  applied  . 


This  Grace  we' find  fometimes  mark'd  betwixt  2  Notes  which  is  to  be  perform'tf.  thus 


m 

expl. 

On  Notes  that  are  play <£  Staccato  a  Demi-femi -quaver  is  prefixed  to  it 

1ii'p:ririji.riiff^'' 


I 


i 


Another  kind  of  Turn  is  alfo  made  ufe  of  j  which  has  fome  additional  Notes  at  the  begin^ 
-ming,  and  is  ufed  on  defcendin^  Notes  that  are  fomewhat  flow  it  is  marled  k  perform d  thus  • 


expl 


expl 


The  Turn  in  the  reverfe  that  anfwers  to  the  Defcription  of  the  Demi  Circle  as  inEx.  1.  B. 
which  however  is  not  fo  commonly  ufed  as  that  in  A.  is  markd  and  perform'd  in  the  manner 
as  in  the  next  Examples ,  where  you  at  the  fame  Time  will  find  on  what  Occafions  it  may  be  ap. 
.plied.  and  the  laft  Example  will  fhew  that  it  alfo  admits  of  fome  additional  Notes  , 


quick        moderate  flow 

u^u\i\\!m\\m)\\^Mf\[^ 


m 


_    -  explain*d 

The  H arpeggio  ^ 

Signifies  properly  the  breaking  of  Chords , which  inftead  of  being ftrucic  at  once  ,  aretobeplayd 
one  Note  after  the  other  in  the  manner  as  is  ufual  on  theHarp  f  from  which  it  derives. its  denomi^ 
-nation.        The  manner  of  breaking  of  Chords  may  be  practic'd  many  ways  according  to  the  dif- 
-ferent  Fancys  and  Inventions  of  the  Compofer  or  Performer  .^  The  followingExaraples  will 
fiirnifh  us  with  a  Specimen  of  Chords  varied  thus, that  confift  either  of  3. Ex.l.  or4NotesEx.2. 

S'lmplo  Chords  .  the  fame  Chords  varied 

Ex. 


Simple  Chords  ^      tJtie  lame  varied 


the  fame  varied 


.  Such  Paffages  are  not  only  common  in  the  Treble,bHt  alfo  in  the  Bafs,  the  continuationwhere- 
.of  is  often  denoted  by  a  mark  of  Abbreviation  . 


^^^^^^ 


With  regard  to  thofe  Harpeggios  as  fpec'ified  in  the  foregoing  Examples  no  thin  gfarther  remains 
to  be  remarked*  as  they  are  performed  exactly  in  the  manner  they  are  writ  down  *  But  fhofe  where 
the  Chords  are  ftruck  by  laying  down  the  Fingers  one  after  another,  untill  the  whole  Chord  is 
form'd,  will  deferve  a  more  particular  notice  in  this  Place  . 

Thofe  kind  of  Harpegg^ios  are  either  flow  or  quick.   The  flow  are  fignif ied  and  perform'd 
in  the  manner  as  in  the  Example  . 


The  quick  Harpeggio  is  denoted  by  particular  Marks  ,  which  at  tie  fame  Time  ihew,whether 
the  Harpeggio  is  to  be  made  upwards  or  downwards,  as  will  be  explaind  by  Examples  • 


il  '  ^J.|||§ 

^  expl. 

•lexpl.f 

^       expl .  ' 

M< — y-f-H 

expl.  1 

The  Art  of  Eingering 

Is  the  moft  material  Article  in  the  Art  of  playing  theHarpficbord  or  any  Key'dlnftmmentt  as 
the  different  method  chofen  at  firft  wiUlay  a  Foundation  either  for  a  good  or  bad  Performance  . 
Thata  middling  Performer  with  a  good  method  of  Fingering  renders  himfelf  more  pleafing  to  a 
judicious  Ear  than  another  that  fingers  badly,  thd  otherwife  fuperior  to  the  former  in  point  of 
Execution,  is  a  convincing  Proof  of  the  great  importance  of  this  Article  , 

Though  it  may  be  allowed  that  many  Paffages  admit  of  different  ways  of  Fingering,yet  for  the 
n.oft  part  ,  one  way  will  be  preferable  to  the  other  . 

The  moft  eligible  method  is  moft  certainly  that  which  produces  tie  beft  effect , and  atthefame 
lime  attended  with  the  moft  Eafe  to  the  Performer  himfelf , 

The  fame  Propriety  requifite  in  tie  proper  delivery  of  a  Speech,  as  witb  regard  to  Ex^ 
-preffion ,  Connection,  Diftinction  and  proper  Action,  is  alfo  in  fome  meafure  to  fubfift  in 
a  raufical  Performance  .,  In  order  to  obferve  the  fame  Propriety  on  the Inftrumeiit , 

liie  following  general  Rules  are  to  be  obferved  . 
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1.  Eyery  Xote  is  to  have  its  adequate  degree  of  Strength  and  Length  , 
2  .  The  Progreffion  from  one  Note  to  the  other  mnft  be  as  eafy  as  poffible. 
According  to  the  firft  Rule, the  mofe  e£fential  ^ifotes  muft  be  diftinguifh'd  by  a  ftronger 
touch  of  the  Finger,  and  fecondly,  every  Note  muft  beheld  out  its  full  time,andthe  Fin - 
-gers  lifted  up  from  the  Keys  as  foon  as  the  value  thereof  is  expired. 

According  to  the  fecond  Rule,  all  unnatural  ftretches  and  uB-ieceffary  motions  of  the 
Hand  muft  be  avoided^  and  the  Fingers  kept  ciofe  together  and  bent. 

The  firft  and  moft  neceffary  thing  for  a  liearner  to  begin  with  ,  is  that  of  laying  a 
Foundation  for  a  proper  Pofition  of  the  Hands,  and  for  that  purpofe  the  Learner  may  be. 
«gin  his  firft  Practice  with  the  following  Example , confifting  only  of  5  confecutive  Kotes, 
and  where  every  Kote  requires  its  particular  Finger,  let  him  take  particular  Care  at  his 
firft  fetting  out  to  keep  the  Fingers  bent,  in  the  fame  manner  as  if  all  the5difFerentNotes 
were  to  be  ftruck  together  at  once;  2.  not  to  quit  the  laft  Kote  till  another  Finger  is  ready 
for  the  next ,  and  S  •  that  at  the  fame  time ,  when  the  Finger  is  put  down  on  the  next  Note  or 
Key,  the  Finger  of  the  laft  muft  be  lifted  up  . 

Note.     By  the  Figure  1.  the  Thumb.  3.  the  middle  Finger,  and  5.  the  little  Fin, 
_ger  of  each  Hand  is  fi0nifiedC 


1234  "^432 


The  fame  Example  is  to  be  practif  <!  with  the  left  Hand  in  the  fame  way  of  Fingering » 
confidering  only,  that  as  in  the  right  Hand  one  plays  wit!i  the  Thumb  upwards  to  the  little 
Finger,  fo  in  the  left  Hand  one  paffes  from  the  little  Finger  upwards  to  the-Thumb. 


5432^234  ^ 

5  4  3  2 

4    5         5  4     3  5 

>  1 

2  5 

1  r  T  r  p  II  ^  !■  fl^p 

•ff  a  II 

In  the  following  Example  every  4  Notes  are  to  be  play'd  Alternatively  with  the  right 
and  left  Hand,  as  will  appear  by  the  Figures  , 


I  2  3 


The  fame  Example  in  the  reverfe 

4 
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In  Paffag^es  that  exceed  tlie  Compafs  of  five  Notes,  the  Hands  muft  be  fhifted  thus,  by  letting 
a  longer  Finger  pafs  over  a  fhort  one,  and  a  fhort  one  under  the  longer  . 

The  Thumb,  on  account  of  its  fhortnefs  cannot  conveniently  be  put  on  a  fhort  !Key,efpe- 
-cially  in  a  gradual  Progreffion  of  Notes  . 

Th.e  ufe  of  the  little  Finger  is  to  be  referv'd  only  for  the  higheft  and  laft  Note,  and  on 
account  of  its  natural  w.ealcnefs  it  is  to  be  kept  of^  from  thelhortKeys  as  much  as  poffible. 

The  following  different  Scales  will  be 'the  moft  proper  Examples  for  putting  thefe  Rules  in 
Practice  ,      As  the  ufefulnefs  of  the  knowledge  and  practice  thereof  is  fo  extenfive,itwill 
be  proper  for  the  Beginner  to  learn  them  perfectly  well  by  Heart  with  both  hands feparately 
and  jointly,  for  befides  tlie  ufeful  knowledge  of  the  !Keys,  which  he  thereby  obtains, 
'  it  will  at  the  fame  time  be  a  fufficierit  Inlet  to  him,  how  to  finger  almoft  all  fuch 

Paffages  ,  that  move  by  gradual  Progreffions  • 

Note  .  The  Figures  placed  above  the  Notes  fignify  the  Fingers  of  the  right  Hand,  and 
thofe  below  them  the  Fingers  of  the  Left  . 

The  following  fix  Scales  in  C.  G.  D.  A, B.  and  E .  in  this  manner  of  Progreffion  have  but 
one  way  of  Fingering ,  where  it  is  to  be  obferv'd ,  that  afcending  the  Thumb  paffes  under  the 
middle  Finger,  and  defcending  the  middle  Finger  over  the  Thumb  . 

^-^^3  2  loo,     5     .     G.  I  2^,  o  ,q    4  ^4.Q.  ^3  2 


*^^4  3  213212312  3  •       '    ^54  3  2  1  23  1   2  34  5    [  ^ 


E. 


The  following  fix  Scales  in  F#.  fI|  .  B  |?.  e1?  .  a1?  .  and  dI?  .  have  each  their  particular 
way  of  Fingering  . 


j.j.jf<ryrLjffjjj|  rjiiinurii'ii'rfliifi" 

4     3    2  1^  3    g  ^  ^12^    1234  ^-^      543   J-t32   1  2  3^  2  3  4  5  { 

^  <^       3  ^5  3219'^ 


^13  2  1    9  5 


S    -     -         8  2  1   ^32  W^2^3  ^   1  ^ 

p  1  3  2  1  3  2    5  1  9^ J     ?„■  "^ii    n    ^  '  ^      i±J      /  1 


1  21 '2i"4-^^  I 


3    2  1     4  3.2 


2  1    4    3  2 
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Jt  is  from  the  fituation  of  the  long  and  fhort  Keys  we  learn  to  know  tlie  proper  Place  of  tTie 
TliTimb ,  which  is  immediately  before  or  after  the  fhort  Keys   Commonly  caU'd  Sharps  and  Flats  . 
and  from  the  fame  obfervation  one  may  eafily  conclude ,  that  the  lefs  the  number  of  Sharps 5t Flats  is  in  a 
Key,  the  more  different  ways  of  Fingering  it  will  admit  of  ,efpecially  if  the  progreffion  of  Noteshappens 
to  be  different.  I  fhall  explain  this  by  different  Progreffions  in  the  Key  of  C  •  ^ 


11—  12  343^*  l^a. 
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Examples  for  the  left  Hand 


12^     43212  1 


A^^^l  2  12  1 


A  fucceffion  of  half  I^otes,  or  otherwife  call'd  a  Chromatic  Progreffion,  is  for  the  moft  part 
Fingerd  by  1.  2 .  ^ 


left  Hanrf 


to 


i^rrr  rnv^K  -  'i  ^ 

^  Right  Hanc 


Right  Hand 
The  different  Scales  in  the  Flat  Key 
A     IJL^i  2. .3,^1^1,^    3213  2     ]     E    1     2  3i  2    3    4    5   A    3  ^ 


J    5  4  3  2  1"  3   2  1    2   3  Y^Tg^^  5 


5  2  1 


J  4-72    1    4    3    2   1     2    3  4  1  2^3   \^  S  2  U- ^    2   1   ^  1 


2  1  3  2    1    F#    2    3^  1    2    3  ..  1   3  ,  2     1  a 


2    14    3  2 


2    3  1  2  3  4 


C*    o    3  1     o         t\A  ^  S2l3  2  2.^^    2    3  „1  ,  2    g  l  2    1  3  2  1  2 

J  lis    2     1        3    l-23i^-€L         3    2  1  2     1    2     3    1  2^^-W 


2  1     2    3    4  1  2   3     2     1  1i»£,2  i    2  si?  2  1  .  2  .  3  j  j^-^  i  3  2  1  2 
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^.    1  4  1  2  3   4    3    2  ^r^^ 


J    5  4    3     T\  3  2    i  2^ 


L2    1   C    1  2^  "      "^J  4         V  f  2  1  o  o  , 

rrn  f  tJj 


•^32132  [2  il 


^2  3  4 


G  1  23  12  3^4^  4  3  2132  lDl2  3  ij^.^"*-!  <5  4  3  ^.Jj  3  2  1 
J    5  4    3  2h[   3    2     1     2    3    f^^^    5       5  4  ^   2  13    2   i    ^    1  2  3Tj 


3  4^ 

i^lote.    In  the  Scales  C.G.D.A.8cE.  of  the  Sharp  Key, we  find  the  Thumb  of  the  right  hand 
placed  on  tlie  fourth  Kote  of  the  Key,  Wut  on  other  occafions  it  may  be  placed  more  conve  — 
nieutly  on  the  Fifth. 
The  fame  may  be  faid  with  regard  to  the  Scales  A.K.CG-Bf  D.  in  the  Flat  Key  . 


Of   Paffages  that  move  by  certain  Intervals, as  1.  by  2? 


ds 


21 

A  Second  is  to  be  plajrd  with  tliatFin^er  as  regularly  follows  according  to  the  different 


Siirceffion  of  Notes 


2     2  3-3 
-   1     1     5     2,     2  ^ 


See  Ex.  I . 

3  A-    A         5      5  11  Q,    o,         '3-^^    ^  1 
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A  fucceffion  of  Seconds  is  to  be  Playd  in  tiie  manner  as  in  the  Example 


23  2323  S  2  %%2  ^ 
3  4.  34  3  4      4  3  ^^^^ 


3  2  4  3  4  3 


2  .  By  3^s     Thirds  are  commonly  play'd  with  any  2  Fingers, leaving  only  one  between;  for  In. 
_ftance.  ^ ;  2;3 .*       other  occafions  when  a  different  fucceffion  of  Notes  makes  it  neceffary,  they 
alfo  may  be  Finger'd  by  i:  3:  x;         all  which  will  be  explained  by  the  different  Examples  . 

^  l  \  I  ^  1  For  the  left  Hand  ?  31  jjl  1  2  1  1 
5,   1  -3    1    5         1_      2,         2.      1.  4    1^  4L^J4|      21    X  ^1 


3    1    o     1     '3         1  For  the  lelt  Hand        2    ^1  2     oi  2  1 


If  the  nppermoft  Is  ote  of  a  3^  happens  to  be  on  a  fh or t  Key,  then  neither  the  little  Finger,  of  the  right 
Hand, nor  the  Thumb  of  the  left  can  conveniently  be  ufed  in  fuch  a  C^fe, 

1 

3 


3  4  5  A 
12      3  2 


3      4-3  1       ^  2 

12     1  34  3 


In  a  fucceffion  of  Thirds  in  moderate  Time,  each  Third  muft  be  finger c[  differently. 
In  qiriclc  Time  they  are  play'd  only,  either  with  ^;or  2  I  P^^ovided  no  fhort  Keys  interfere,  in 
■which  Cafe  the  Fingers  muft  be  chang'd  •  444. 

*      9       04     -^.    4  543     4  S     222^4         ^         A-  A.  A  ^ 

2      3    ^.  2j  3j    2i    i,    2      3         IJ    J^j    ^     2  2     2^  ^  2 


Broken  Thirds  as  in  the  next  Example  are  play d  with  the  fame  Fingers  as  Thirds  in 
quick  Time, and  with  the  fame  Caution. 

4  ,    ^         4.         A.  A  A  . 

■i\  ■>•  ^,4,    34342  4  2  4  2 


c  lie,  ..  . 

'  S     :i    1      3.  4 


2  4     2  4  2 


{.    1.    2,     11    2i         1^   1^       4  13   2         42  13  2 


1  3  2 


4  2  4 


In  a  fucceffion  of  Thirds  with  a  holding  Kote  ,  as  in  the  Example,  the  Fingers  nnift  h 
«nagd  accordingly. 

^  J  *  ,  M  ^  0  L  J  >W' 3  i  '± 


^^^^^^^ 


pi 


3  .  Bj  Fourths 

A  Fourth  generally  is  taJccn  by  ^  or  2»  and  fometimes  according  to  the  natnre  of  fucceffion 
alfo  by  2  and  ^.  as  will  appear  from  the  Examples  . 


4        J.     Q  o  2      2    ^    I  -I      3      X  "Z— *  ^     1     1  1         1  ^ 

,i,-Jrri||j|V|,j|T^iiJf^i|i|-ni  n 


25_2       2  5  2       2  S  2       15  1 


3 


i 


1i  ^2  ^ 

The  Application  is  eafily  made  to  the  left  Hand 
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ISTote 


4.    By  Fifths 


j^:'^'iii:'i\''ii;'i^ir 

I         \   expl.  1      expW  '  ^»*J 


■fin ..  niT3 


expl 
5.  By  Sixes 


S  5 


5  A  5 


Q     ^         ^»  By  Sevenths  and  Eights ,  which  are  finger'd  aliJce 


51  5 
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As  all  Paffages  that  move  by  Skips,  have  a  reference  either  to  fingle  Intervalls  or  full  Chords , 
it  will  not  be  improper  to  fubjoin  for  the  improvement  of  the  Studious,  a  Table  of  Chords  in 
.'-J  4  Parts,  tranfpof'd  into  different  Keys,  fuch  as  moft  commonly  occur  in  the  Practice  of 

k  »  together  with  the  proper  way  of  Fingering  the  fame  . 

Tho  Cj])ital  Letters  prefixed  ;ire  th«:  Names  of  the  Fundamentals  to  the  fucceeding  Chords  , 


Table  I 


Chords  to  the  Ms^Jor  Ktry 


2.3 


A.  In  3  Parts  in  the  Compafs 


M.  In  4  Parts  in  the  Coni]>;jf; 


Fundamen 
=  tals 

C  . 


G. 


of  a  Fifth 


lefs.  Sixth 


I 


4  5 


1 


i 


Gr.  Sixth 


4  S 

2  4 


5  5 


E 


p 


p 


p 


ISB.all  the  ref 


Of  Eight; 


are  to  be  Finj  er'd  the  fame 


R. 


TSfote.  If  in  any  Chord  in  three  Parts,  that  does  not  exceed  the  Compafs  of  a  Sixth  ,  the  loweftKote 
fhould  happen  to  be  on  a  fhortKey,  the  Second  Fing^er  is  to  b,e  chofenfor  that  Note  infteadof  the 
Thumb  .     The  fame  is  to  be  iinderftood  in  thofefor  the  left  Hand  when  theihortKey  is  uppermoft  . 
To  thofe feme  more  Keys  may  be  added, whichhowever  feldom  are  ufed  as  Principal, but  only  introdxrced 
in  the  middle  of  a  Piece  by  way  of  modulation,  or  alfo  as  Cadences  to  the  Principal  major, but  chiefly  minor 
Keys  . 


cr 


3l 


To  thefe  fundamental  Chords  of  the  major  Key ,  I  fhall  add  another  Table  of  Chords  that  are  applied  on 
theFiftii  or  the  Cadence  Xote  of  the  Key,  being  next  in  Dignity  to  that  of  the  Principal,  and  together 
conftitute  the  principal  part  of  the  Harmony  that  is  predominant  in  all  Compofitions  .. 

To  the  natural  Harmony  of  the  Fifth  the  Seventh  is  added  together  with  the  different  Combina- 
-tioiis  and  Tranfpofitons  thereof  . 
N  ote  .  The  Cadence  Notes  ,  or  the  Chords  introduced  on  them  ,  immediately  precede  that  of  e\  ery 
■  lofe ,  whether  it  be  in  the  middle ,  or  at  the  fin.)  1  (  oiicliifion  of  a  Piece  . 


24  th 

TatleH.       CTiords  belonging  to  the  5.   or  Cadence  Kote  of  the  major  Key 


Not  onlj  the5t^^  or  Cadence  Kote  itfelf,  but  alfo  any  other  part  of  tlie  full  Ciord  with a/.^l"  See  flie2?Co. 
.lumn  of  Chords  may  occafionallybeufed  as  Bafsl^otes  for  all  thofe  various  Combinations  of  Chords. 
TaLle  IH.         Chords    to    the  minor  Key 

In  4  Parts  in  the  Compafs  of 


ISTote  .    Ill  Chords  of  4  Parts  the  3V  IS  ote  that  is  on  a  fhort  or  Flat  Key,  as  thofe  in  the 
3^  Table  mar k'rf  thus  .  X  is  to  be  Playd  rather  with  the  3^  than  the  4*^  Finger  . 

Table,I\^.  chords  belonging  to  the  5^.^  or  Cadence  Note  of  the  minor  Key*   

Di££erent  Combinations  thereof  in  the  Compafs  of  a 

LefferSevenLhl 
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It  is  here  to  be  obfervcT  in  tbe  1.  Place,  that  the  fame  Rule  written  at  the  bottom  of  Table  11 . 
with  relpect  to  the  applj^ing  of  different  Bafs  Notes  to  the  fame  Fifth  Chord  and  its  va^rious  Combi- 
-uations  in  3  Parts  ,  is  alfo  to  be  applied  to  thofe  in  4  Parts  in  the  foregoing  Table  V.    Secondly  , 
that  the  Fifth  Chords  in  a  minor  Kej,  notwithftanding  the  additional  Sharp  (being  only  ihe  leading 
ISote  )  are  the  fame  with  thofe  in  the  Major. 

The  Sixth  Table  will  contain  fuch  Chords  as  are  nfed  properly  in  the  Chromatic  Stile,  and 
built  upon  the  Fifth  Chord  in  the  Minor  Xey. 

Table  Vr  . 

KeyKotes 


G. 


The  following  Examples  will  fhew  the  proper  manner  for  applying  the  different  Ways  of  Finger, 
-ing  ill  Paffages  that  refer  to  tliofe  fevera]  Chords  ,  various  Tranfpofitions  and  Combinations  , con. 
_taind  in  thofe  €  Tables  , 

rt 

Examples  for  tbe  W  Table 
4  S  ^ 

2     421  421      4      S  4.  2 
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ZN'ote  3  .   BroJceii  Cliorffs  in  4  Parf s  ,  whofe  extream  Notes  are  on  fhort  .uM  the  inf erinoffiaff  on 
longKejs  as  in  the-Example ,  mark'd  fhus(>jinay  alfo  have  the  2'f  Finder  on  the  firir  Note  in- 
-ftead  of  the  Thumb  . 

The  following  Tables  will  fhewhow  to  finger  harinonical  Paffages  in  the  Compafs  of  lO. 12.3c  15. 
1  .  Principal  Harmony's  .  See  Table  1  . 
A.    For  the  right  Hand. 


2  1  as  2124  ^2124  i JL  2  1  2  ^ 


21  2^  212  45  24  1  24  ^  21241  ^ 


B.    For  the  left  Hand. 
^4  2  1   54  21  2   S42  1S2    5^2  14-^  X-     ^i5S21    S3  21  2  53  2  I  32  53  2132^ 
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V  V 

If  fiich  Harmonys  are  to  be  play'd  Alternatively  with  both  Hands  ,  then  in  fiich  Cafe  the 
Notes  are  mark'd  feparately  for  each  Hand. 


2.  Fifth  Harmonys.  A.  For  the  ri^ht .  _ 


IntheKey  25  ,  2  1  M.  - 

1  2  1  ^  A  1  2  1  ^  JL:^    12  4\^—=^^ 


12  3  1  3    123  1  S  ^    12  S  I  2  ^ 


21  23  5   23  1   24  ^  241  2  4  ^-^ 


^    ^*     5^' — 71 

1  2  1  ^i-  1 2  1  2       1  2  1  2^:?:? 
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B  .  For  the  Left .  i 
542  1  i   54r  2  I  t-^  542  ll^.^ 


542  1  2  13  2 
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In  fhe  Key 
of  A.  mi  n: 


3.    Chords  in  the  Chroma* ir;  Stile 
A.    For  the  ri^ht  Hand 


o  4. 


I 


212  3   5    2  SI  2    3  5  8  21  2    ^  4  5  _  ^^"^'^  •  2 1  3    4    2  3  1  2       ^    2  3  I  2     j  ^ 
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B.  For  the  left  Hand  . 
SH   2X5.9   2  1  2  53  2132        ,S  21  3„  j       54  32  SA  S  2  \  S  A  32\-*- 5  4  82\^-*- 
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Some  furdier  Rules  ,  neceifary  to  be  ohferv'd  in  the  Practice  of  Fingering. 
Rule      Oue  and  the  fame  Finger  muft  not  be  ufed  twice  after  one  another  except  in  the  following  Cafes  • 

\,     If  the  fame  ^^ote  is  repeated  ,  and  in  moderate  Time  only,Example  1 .  But  in  quicker  Time  , 
wh'en  feverai  ><otes  continue  on  the  fame  degree ,  the  quicinefs  requires  a  change  of  Fiiigers,whict 
inoft  conveniently  may  be  effected  either  by  1.2.  or  by  2.3.  as  in  Example  2  .  Unlefs  a  particular 
fucceffion  of  Notes  Ihould  require  the  contrary  ,  as  in  Example  3.  ^  ^ 

^^'^1  1  1         2  2  2;^  ,f'^'?1^j^1"TlLJ  ■■  ^  ^  ^  ^  ^        ^^^^  23  23  ^^1,^:94 


2.  When  a  Reft  or  Paufe  happens  to  intervene 


2  2 


3  .  In  holding  Notes  ,  or  in  great  Stretches 
«5j     ^\   5\      5\    5^  5      5  5  5\ 


Rulo2.  F^u- thefake  of  an  ca{;y  Progrcffion  from  pne  Note  fo  ;r.iother,3c  to  prevent  needleis  Jtrefchcs  i>Cmo_ 
.tions  of  theHand,  it  is  often  neceffary  to  contract  them, that  ir,  to  ]ri;vc  out  one  or  more  Fingers  . 


4     2  J 


Rule  3.  For  the  better 

may  be  put  on  one  "Note 
long  or  holding  "Not( 


uniting  the  preceeding  Note  with  the  following*  two  different  Finders 
3,  without  ftrik^ngthe  fame  >«ote  twice*  which  may  be  practicdon  any 


25 


3    2  12    1    2  3 


Rule  4.  All  Graces,  fuch  as  Slialces  ,  Beats  8<rc.  are  Fingerd  eitier  with  2.3.  or  3. 4-. of  the  right 
Hand,  and  with  1.2.  or  2.3  •  of  the  I^eft  . 

If  the  laft  Note  that  immediately  follows  the  Shake  Sec  happens  to  be  on  a  long  Key,  then  the 
Shake  may  be  Finger'd  with  2.3-  Ex.1,  and  if  on  a  fhort  Key,  with  3.4  .  Ex.  2  .     Sometimes  a 
particular  Succeffion  of  Notes  requires  an  exception  to  this  Rule  Ex.  3  . 

Ex.1.    2"  ^  ^  "9*  .  '2' 


Ex.2. 


i 


i 


1. 


7  f  1.  «5 


i 


i 


"f  *  f  ji 


Note.     In  the  laft  Examples     markV  we  find  the  Thtimb  placed  on  a  ihort  Key, which, 

in  fuch  Cafes  where  the  loweft  and  higheft  Note  happen  to  be  on  a  fhort  Key  is, allowable  , 
Rule  5.  In  order  to  join  the  Apogiatura  or  fuch  Notes  that  are  ufed  inftead  thereof  by  ha- 
lving a  fliding  Mark  over  it  »  with  the  next  or  principal  Note  ,  as  the  proper  Expreffion  re  - 
-quires,  one  muft  avoid  the  paffiug  of  other  Fingers  over  the  Thumb  as  much  as  poffible,See 
Ex,  A.  B.C  D  .  and  fooner  choofe  any  oiher  metlsod,  or  a  lefs  Irregularity,  rather  than  the 
Expreffion  fhould  fuffer  .    ^ee  Ex.E.F. 


Ex.  A 


1  3 


4  3 


143 


5  543 


Good 
E 


Bad 


Good  _ 
F.     ^  4- 
r-lr 


Rule  6,    Shakes,  or  Graces  for  the  left  Hand  are  moft  commonly  Fing^er'd  by  1.2. or  2.  3. See 
Ex.1 .  and  if  the  upper  Note  of  the  Shake  is  on  a  fhort  and  ths  lower  on  a  long  Key, then  the 
Thumb  may  be  ufed  on  the  long,  and  the  2^  Finger  on  tie  fhort  Key  above  it .  Ex.  2  . 
2 


The  Fingering  of  fucceffive  Shakes  is  to  be  managed  in  the  manner  as  in  the  Example 


2123    2  1  212^2^ 


i 


Rule  /.  If  in  Paffages  with  complicated  Parts  fome  Notes  fbonld  happen  to  be  beyond  the 
reach  of  one  Hand,  tho'  feemingly  defign*d  for  one,  then  both  Hands  may  be  ufed,  as  in  the 

i^aginning  of  the  next  Example.  See^^f- 
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iTote  .    Thougli  Compofitions  of  this  Jcind,  efpecially  in  4  Parts  as  in  tlie  Ex  •  above  cannot  be 
faicf  to  be  properly  calculated  for  the  Harpfichord ,  as  it  does  not  admit  of  a  re<5ularity  of  Fin- 
_gering  ,yet  as  fingle  Paffa^es  of  this  kind  may  occur,  it  will  be  necefTary  to  know  how  to  ma  - 
-na^e  the  Fingering;  fo  as  not  to  break  the  Vibration ,  that  every  holding  Kote  may  be  held  out 
its  full  Value,  as  much  as  poffible;  all  which  has  been  ftrictly  obferv'd  in  the  Ex.  above, which 
according  to  this  method  may  be  Playd  almoft  exactly  as  it  is  written. 

Rule  8  .        Pieces  where  the  ^^fotes  of  one  Part  are  at  a  ftill  greater  Diftance,  are  always  j)lay'd 
crbfs  lianded ,  taking  for  granted  fuch  Pieces  to  be  entirely  calculated  to  be  play'dinthis  and  no 
other  way,  and  that  in  playing  the  Vibration  may  be  kept  up  as  much  as  poffible  .     This  way  of 
Playing  is  often  fignified  by  the  Letters  R.  for  the  right   andL.  for  the  left  hand.  To  explain 
which  I  fhall  fubjoin  2  Examples  ,  in  the  firft  whereof  the  left  croffes  the  right  Hand,  and  in 
the  fecond  the  ric^ht  croffes  the  left  Hand  ^ 


i  j 
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FUGUES,  a  particular  Stile  of  Compofition  ,  are  according  to  their  Nature  more  generally  cSl. 
.culated  for  the  Organ  than  the  Harpfichord.  yet  there  are  fome  that  may  conveniently  be  performed 
on  the  latter,  fuch  as  are  compofd  for  and  particularly  adapted  to  it.  See  thofe  3  Fugues  fnbjoin'd 
at  the  Eud  of  the  Leffons,  See  IST ?  2  2  . 23  8c  24 .  the  firft  compofk  by  the  celebrated  M^J.S  .  Bach  , 
the  2'J  by  his  Son  Ph.  Em.  and  the  3?  in  the  Overture  by  his  Pupil  Lu.  Krebs. 

Laftly  it  is  to  be  recommended  to  have  the  Inftrument  well  tuned  according  to  the  new  Syftem  of 
equal  Temperment  ,  where  all  Keys  without  exception  are  made  uniform  and  equally  well  in  Tune* 
a  material  and  indifpenf able  Point  in  the  modern  Syftem  of  Mufick  ,  where  all  Keys  are  introduced 
in  Modulation  and  the  different  Genera, as  the  Diatonic  ,  Chromatic  and  Enharmonic  are  ufed  prO- 
-mifcoufly. 


Chromatic 

c# 

E*  F* 

G# 

Diatonic 
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C 

Enharmonic 

Et  ' 

F  gI? 

Ab 

Bb 

C 

Db 

'Lhe  chief  requifite  in  Tuneing  is  a  good  Ear,  which  however  muft  hv  di  rected  by  certain  Rules  , 
as  oUie.rwife  lhe  niceft  Ear  in  this  refpef:t  would  be  apt  to  be  deceived,  as  will  fnffirienfly  appear 
from  fhe  following  Obfervations  . 

Thofe  (hat  are  well  verfcl  in  the  rational  Numbers  of  Intervalls  ,  have  fafficiently  demouJlrattd 
th  jt  no  Interyall  but  the  Eight  can  be  tuned  perfect,  i.e.  according  to  its  arithmetinal  and  geo  - 
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